The first retrospective of the British sculptor Reg Butler (1913 Butler ( -1981 was held in October 1963 in the USA. The J. B. Speed Art Museum in Louisville showed 104 works, including 61 sculptures. Afterwards a female benefactor gifted one of the exhibited works, the first cast of the bronze St Catherine ( fig. 1) , to the museum. In 2012 this work was discarded from the collection as a "secondary example" and sold through an auction house in New York. Reg Butler, St Catherine, 1959, bronze, 54 .6 x 45.1 x 45.1 cm. Private collection Digital image courtesy of Christie's Images / Bridgeman Images Running in the background to this shift was the confrontation between the world's formerly pre-eminent empire, which was now using culture as its only remaining means of international influence, and a new global player which understood art as part of its foreign policy mix. This was evident visually from the international exhibitions of the 1950s and early 1960s, and is reinforced in print by the exchange of views of two art critics, the British Herbert Read and the American Clement Greenberg. 3 Both represented completely different views about the medium of sculpture: in September 1963, when the British sculptor Anthony Caro brought the New York ideas about disembodied three-dimensional constructive sculpture back to his native country in his first solo exhibition at the London Whitechapel Art Gallery, it quickly became clear which view would shape the future.
Greenberg's verdict on the work of Reg Butler was scathing. But today's common knowledge of that condemnation has caused Butler's positive reception in the USA-reflected in the thirty documented museum acquisitions and an as yet unknown, but significant, number of purchases by private individuals-to be overlooked. a good deal more convincing than the seemingly modern, linear work of the Brits. 6 The fact that since 1952 Butler's work had moved away from welded iron frames and was now combining modelled bodies with constructions, had not been registered by the critic-or, more to the point, was irrelevant to his argument. From his perspective on the essence of sculpture, this was perhaps a retrograde step, whereas for Butler it was quite the opposite, a way to extend the possibilities of his medium. Contrary to the developments in New York, content rather than mediaspecific aspects determined the selection. While the exhibition is now maligned for having constructed a false opposition between abstract and figurative art, 8 art history took it as the basis from which to construct a somewhat oversimplifying contrast between an American formal and a European existential tradition. The latter certainly has some explanatory value but should be supplemented with details and intermediate positions.
II
Butler's retrospective in Louisville was the first exhibition of international contemporary art at the J. B. Speed Art Museum. It was initiated by Addison Franklin Page (1911 Page ( -1999 , the museum's director at the time. Nowadays largely forgotten, this art historian played an important part in the reception of British sculpture in the US, so it is all the more striking that his name goes unmentioned in scholarship. Born in Princeton, Kentucky, Page studied at Wayne State University in Detroit; initially painting and sculpture with Gilbert Alden Smith (1912 Smith ( -1993 Ferber (1906 -1991 ), Seymour Lipton (1903 -1986 ), and Theodore Roszak (1907 . The great diversity that characterized Hirschhorn's collection, he acknowledged, raised the question of the "community of spirit" that renders it accessible to the viewer. Page's writings are never resolute. The impression he gives is that he sees contemporary sculpture principally as an occasion to address questions to artworks, at a time when the roles of criticism and art history were in flux. While the wider public now accepts modern art-Page asserts-what really matters is that it takes on some meaning in their lives.
III
For Page, a modern artwork was first and foremost an object produced by an artist which enables a viewer to have a psychological response-this being the only way in which a work can transcend mere existence. This position is dismissed as utterly and self-evidently "romantic" today, but explains the success of modern sculpture with wider sections of the public: it is how this art acquired meaning. Since the viewer's individual psychological response is undergoing a renaissance in present-day art education, it seems important to recall the origins of this approach in the mainly American-led field of art education since the 1930s.
Page was personally familiar with Butler's work, probably since his trip to Europe in 1955, and possibly even before that. In 1960 he visited the artist at his studio in Berkhamsted in Hertfordshire. 14 Their contact intensified, and when the Pierre Matisse Gallery showed Butler's work in 1962, a questionnaire by Page and a detailed letter of reply from the sculptor were reproduced in the catalogue. Among other things, Page asked about the disappearance of Butler's floating figures and the statue-like heavy mass of his most recent works, and elicited from Butler a response in which he expressed his view of the psychological aspects (glances) of a figure as sculptural energies aside from the mass, and thereby gave an impression of his broader and thoroughly deliberated concept of sculpture.
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The first solo exhibition of a contemporary artist that Page organized as the new director in Louisville was about Butler. A remarkable catalogue was published for the exhibition in which Page linked all the works on show into a coherent narrative, and in the process articulated the existential feelings conveyed by the figures (fig. 2 ). The first chapter described Butler's development up to 1947 and the beginnings of a new style in his drawings.
The main text guided the reader around the works in the exhibition and ended with a short epilogue, which presented the artist's newest ideas in plaster, more or less straight from the studio, and set out to elucidate the fundamental openness of Butler's development. These ideas related to six figures, three small heads ( fig. 3) , and the design for Great Tower. 16 Page quoted the sculptor:
Perhaps a "face" can only be convincing any more in sculpture so small that it is on the threshold of vision; perhaps only so can it compete with the fleeting experience which passes across a television cinema screen . . . the dimension of time overcomes our disbelief in the cinema by perhaps the same effect as is achieved by the minuteness of these heads.
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The quote shows how Butler thought through the classic categories of his medium (perception in space and time) in relation to contemporary challenges. On the other hand, the architecture of the tower, he claimed, had been the only remaining possibility for a sculptor to continue working monumentally today. Both scenarios, however, are signs of a crisis of the figure for Butler: signs that the artist was on a quest for fundamental decisions and was running up against the limits of his art. The exhibition in Louisville, a month after Caro's presentation in London, marked the peak of Butler's international career. After this, for unexplained reasons, the sculptor withdrew from the public eye and did not pursue further the scenarios that he was working on in 1963. Butler's fundamental idea of making individual modern art which could provide society with symbolic images appeared to have failed, despite the fact that in Addison Franklin Page he had found a partner who shared and actively propounded this view. (1840 -1917 ) to Richard Stankiewicz (1922 -1983 The Publishers fully support the protection of intellectual property and are committed to complying with, and strictly adhering to, all applicable copyright law. In many cases, copyright or other proprietary rights may be held by individuals or entities other than, or in addition to, the Publishers. If a work or a photographic image is still protected by copyright, you must cite the relevant copyright information when using the image and comply with all other terms or restrictions that may be applicable to that material.
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